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Abstract

The purpose of this study was to define and measure empathy
in relatlionship to sympathy, aesthetic distance, lmaginatlon,
aramatic predispositions, and identification with characters in
theatre for young audiences. Eighty-elght children (44 boys and
44 girls) in grades one (n=33), three (n=28), and flve (n=27)
were interviewed individually one day after viewing Crying to
Laugh, a presentational play about the healthy expression of
emotions with two female protagonists and one male antagonist.

Imagination played a key role in empathetlc pcocesses as
most children imagined and perceived themselves as the
protagonists in this dramatic situation. However, first graders
relied nn physical appearances tc perceive dissimllarities, while
older children compared characters' thematic, emotional
dispositions, interpersonal relationships, and moral traits.
More girls than boys began with higher empathetic and dramatic
predispositions which correlated significantly. However, there
were no significant relationships betwesen these predispositicns
and empathy or dlistancing attributions for emotional responses.

The majority of children, more girls than beys, sympathlized
or felt compassion for protagonists within the fictive world far
more than they empathized by attributing same or different
emot'onal responses to cognitive reasons different from
characters across six situations. They tended to feel emotional
contagion in happy situations and personal dlstress in sad

situations, and they projected thelr anger at the antagonist and
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happiness for the protagonist's vietory. Dramatic role-taking
("If I were the charactexr") was used infrequently as a tool to
understand characters' emotliens in slituations.

Likewise, in keeping with Brechtlan theory, the majorlity
distanced themselves outside the fictive world by feellng
different emotions and by perceiving situations subjectively
rather than from characters' perspectives. Here, more boys than
girls Judged characters' actions with personal likings and
socletal moral norms, and they evaluated pleasurable, theatrical
elements (e.g., stilts) with personal expectations and
assoclations. Moreover, they tended not to imagine themselves as
the female protagonists, as a few boys imagined themselves as the
male antagonist.

In contrast, over half of the children, more girls than
boys, empathized with the protagonists by feeling their identical
emotions, especially sad, and by thinking their identical
reasons. They perceived themselves most like the playful,
helpful heroine, because she expressed her emotions freely and
they also liked to help others express themselves. They used
more emotion labels to recall the play's obstacle (not to cry)
and theme about uninhibited emotional expression. They relied on
the protagonist's emotional behaviors to apply the theme that
"It's OK to cry and express emotlions freely," and on situational
cues and characters' thoughts told explicitly in dlalogue to
identify characters' emotlions. For these cognitive developmental

reasons, f£ifth grade ¢irls empathized most, whille flrst grade
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boys distanced themselves most, especially by finding surprising
or happy actions "funny." Third graders marked the developmental
shift in these gender and age differcnces, as first grade girls
empathized nearly as often as fifth grade boys. These
differences arose most likely because girls are socialized to
express and report their (sad) emotions more than boys, and
because younger children may have found the play's theme less
salient because they may be allowed to cry more than older
children.

Contrary to the assumptlons of many theatre producers, these
findings demonstrate that children sympathize and distance
themselves objectively rather than empathize with characters in
presentational plays which employ direct address. While children
care deeply for characters, distancing effects are triggered when
expectations about dramatic situations and theatrical elements
are met or thwarted, and few children make moral prescriptions.
For young children who rely on visual, expressive behaviors and
physical appearances, they focus on and associate characters'
actions with personal pleasures subjectively rather than focusling
on characters' cognitive perspectives, even when a given
performance text which provides characters' thoughts explicitly
in dialogue. Because older children are better able to recall a
play's central scenes, to infer characters' thoughts from
situations, and to apply themes to self and society, they
empathize more than younger chlldren and so derive deeper

emotional and memorable expericnces when attending theatre.
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Introduction

Empathy is considered important by many because it occurs as
a basis for communicating and expressing feelings to other people
and as a motivator for prosocial behavior. For years, children's
theatre producers have assumed that, "Empathy arouses universal
truths and creates moments of belief which cause theatre to
mediate reality and eternity" (Siks and Dunnington, 1961).
According to Jerome Bruner (1986, 20-21), a noted cognitive
psychologist, the most powerful drama is that which elicits
audience "readers" to create their own "virtual texts"--that is,
to enter into and share the protagonist's psychological
consciousness or "inner" vision in order to empathize with her
"outer" reality. Young audlences (ages 6 to 12) are assumed to
empathize with characters by suspending their disbelief willingly
in a symbolic illusion of reality created with live actors in
fantastic or socially realistic situations.

However, many episodic, presentational plays for children
break illusions by héving characters address audiences directly
and by using expressionistic or non-realistic designs. If
ampathy lies at the heart of the theatre experience, how do child
audiences of different age groups create and recall sach "virtual
texts" or symbolic schemas which depart from soclal reality and
call attention to theatrical reality? 1In other words, how do
they empathize with fantastical characters in fictive situations,
particularly when the production style employs presentational

expressionism rather than representational reallsm?




Review of Literature

Dramatic Theories on Empathy, Distance, and Reality

The relationship or paradoxical balance between empathy and
aesthetic distance has been the subject of debate throughout
theatre history. 1In reaction against the theatre of his time,
Bertolt Brecht (1930, 1948; Willett 1959) argqued extensively for
a presentational "epic theatre," which purposefully deludes and
breaks aesthetic distance thfough direct address and theatrical
devices, in contrast to representational Aristolian theatre,
which illudes or keeps an illusion of reality or "fourth wall"
intact. Rather than engage and involve spectators' emotiong
passively 1n a narrative imitation of life, Brecht sought to
distance or detach ("alienate") spectators by arousing their
critical reasoning and sense of Justice in a presentation ox
demonstration of staged social arguments. Rather than transport
audiences out of their mundane world into an imaginary, sensual,
trance-like, escapist world of illusion, his plays and
productions sought to interrupt voyeuristic illusions by making
the familiar seem strange. Audiences were kept aware that they
were watching an artificial event in an auditorium. Ultimately,
he wanted audiences to identify with actors as social
commmentators rather than as sympathetic characters, to Judge and
criticize characters in moral dilemmas, to interact with actors
and participate actively in their intellectual debate, to make

moral decisions and social meanings, to take political action.

10




A3 a means of pleasurable entertainment, his primary goal was to
instruct by provoking social change--to subvert empathy.
Brechtian theatre, which seeks to teach social and moral
lessons explicitly, has become an attractive staple in children's
theatre in teaching prosocial behavior to school children.
However, the emotional perceptions of young audiences in regard
to presentational theatre has yet to be explored fully.
Children's perceptlons of characters and events in media are
known to affect their cognitive and affective responses.
Therefore, it is also important to consider how children perceive
forms of illusion and reality in both theatre and television.
Television may cultivate young audlences' tastes for realism
and their schemas for reality (Gerbner, et al. 1986). Media
researchers divide television reality by its program genres into

two main dimensions: factuality, or whether televised events are

true in the real world (e.g., news) or scripted (e.g., situation '

comedles); and soclal reallsm, or the plausibllity,

applicability, or representativeness of events to real life
(Wright, et al. 1989; Dorr 1983). Young children (preschool to
‘age 8) judge reality on the basis of actual, physical, or visual
appearances known from observation of production features. Older
children shift to social realism as they focus increasingly on

fictional aspects of scripts to determine the possibility ot

events occurring in real life. By the sixth grade, children

accept Aristotellan truth, yet they discern content plavsibility

or probability against self-defined rules cf social and
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psychelogical reality (Kelly 1981; rLandry, et al., 1982; Klein

1992). Realistic, fictional portrayals of televised characters
.affect emotional responses, attitudes, and beliefs as much as
factual documentary portrayals, 1f viewers identify strongly with
characters (e.g., Ross and Condry 1985; Pingree 1978). For
example; Austin and her colleagues (1990) f£ind that perceived
realisr regarding television families mediates perceived
similarity and contributes to viewers' identification with such
characters.

while models of percelived reality in television are useful,
a model of perceived reality in theatre must take into account
critical differences between these two media. Unlike television,
theatre reallty 1is characterized traditionally by three main

dimensions. First, the theatrical mode of live presentation

affects the inner or outer frame from which audiences perceive

the theatrical event (Bennett 1990, 1-2). 1In a representational
mode, viewers watch an illusion of life through the "fourth
wall;" while in a presentational mode, they become aware of
watching an artificlial event because actors break the illusion of
representation by addressing and acknowledging the audience's
presence. In a participational mode, audiences involve
themselves directly in the staged actions verbally, by answering
the characters' questions from their loge seats, and/or
physically, by joining the actors on stage and participating
improvisationally in the dramatic action. Second, all play

scripts are fictional (though some may be based on blographical



or historical fact). Dramatic genres set up audlences'

expectations for emotional response. For example, in comedy,
audiences expect to laugh, while in serious melodrama, they
expect to feel negative emotions such as pity cr fear.

Third, theatrical design styles which compliment dramatic
genres range on a continuum from realism to expressionism,
depending on theatrical mode. Reallsm seeks to recreate life as
an objective, socially realistic, believable, and famillar
representation. Expressionism creates and signifies a theatrical
world as if viewed subjectively from the protagonist's
perspective. Young audiences tend to prefer and dem=2nd literal
realism in theatre, so they can easily compare familiar
characters, objects, and events against their life experiences.
However, their memories are stimulated and sharpened most by
those productions which depart from real life in ncen-realistic
ways (Deldime and Pigeon 1989, 1988).

Assumptions about Empathy in Children's Theatre

Children's theatre producers often define empathy
synonymously with character ldentiflcation (Davis and Evans 1987,
176; P. Goldberg 1983, 31; cf. Saldana 1988, 55-57). Davis and
Evans (1987, 52) define empathy as "the vicarious arousal of an
emotional state in the viewer as he imagines the situation
happening to himself, not just to the character(s) on stage,"
based largely on Bandura's (1977, social learning theory. They
hold actors responsible for arousing empathy through honest,

sincere, and believable involvement and sharing themselves with




andiences. Based on an application of pilagetian principles, 6-
to 8~year-olds become emotionally involved in positive or.
negative extremes as they empathize with heroes, while 9~ to 12-
year-olds may diffuse their emotional involvement if characters
violate perssnal or social "taboos" in intense, emotionally
arousing scenes (62-67).

other producers place more emphasis on ldentification over
empathetic or emotional involvement. Moses Goldberg (1974, 92-
95) defines the process of identification cognitively as "the
development of an empathic bond with a character and the self”
through "a percelved relationship to the self." He argues that
perceived similarity between audiences and characters determines
empathy or identification. A child may empathize more with those
characters who match perceptions of an "ideal self," or those
traits a child wishes or wants to be, over perceptions of whom
the child believes herself to be ("perceived self") or what
others believe her to be ("projected self"). Zeder (1978), too,
emphasizes identification, but on the basis of social and
psychological relevance or the child's interest in the model's
pzestige, power, competence, and reinforcement of the c¢hild's
identity. Landy (1977, 10) views ldentification as "a self-
reflective process, whereby an audience member views himself in
terms of the physicality, actions, feelings, and/or values of a
character" or "as a subject liking and wanting to play the role

of a particular character."
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Davis and Evans (1987, 176) assume that, while youngsters
are empathizing, they are also aware of "the non-actual nature"
of theatre through aesthetic distance or by imagining fictive
worlds in a non-literal sense in a "willing suspension of
disbelief." Rosenberg and Prendergast (1983, 6-7) see empathy
and aesthetic distance as two opposing and competitive forces
operatiné simultaneously. They believe that "empathy wins" when
children are unable "to distinguish illusion from reality" by
calling out to heroes on stage. For this reason, they argque for
presentatioral rather than realistic, representational styles of
children's theatre to encourage distance for objective analyses
of text and theatrical elements during viewing.

These theories have been propcsed primarily from producers'
speculative observations and anecdotal comments of young
audiences during and after performances. After observing
audiences for over twenty years before the television era,
Chorpenning (1951) saw that the emotional responses of various
ages and social backgrounds were identical as a group, but that
individuals differed in ways of showing aroused feelings with
different intensitles. Jed Davis (1961) poises several research
questions in regard to perceptions and identification to sort out

these dlfferences:

Are the visual or the aural aspects of the production
more important in affecting the process of
conceptualization?

what are the predominant patterns of single character

or group ldentification among members of a child
audience?




vhat age characteristics may he noted in this regard?

Does identification ever center around the antagonist,
and if so under what conditions?

Are there any sex differences iIn the process of
identification?

Are there any identification patterns that may be
associated with socio-economic factors?

Do children identify more readily with child or adult
heroes?

children's Theatre Studles

Direct interviews with audiences in empirical studies have
revealed age, gender, and peil teived similarity differences
vetween young audiences and characters based on specific theatre
productions or scenes. To compare cognitive processing of
theatre with what is known in television research (e.g., Huston
and Wright 1983; Meringoff, et al. 1983), early studies (Klein
1987, 1992; Klein and Fitch 1989, 1990) have explored children's
"dramatic literacy" or general comprehension of plays in
performance and the perceptual cues which enhance thematic
messages. Results confirm the visual superiority of action as
the foundation of drama in both theatre and television (cf.,
Gibbons, et al. 1986). Children of all ages rely on dramatic
actions, or what characters do v..ually on stage, more frequently
than on characters' dialogue or thelr internal thoughts and
motives when making inferences about characters and dramatic
situations. Central actions are recalled more frequently than
incidental actions, even for first graders given an "absurdist"

play. Actions support verbal information and lead to better




integration and sequencing of both linear and non-linear plot
structures. The more children use visual cues, the more they use
verbal cues, which in turn assists inference-making efforts for
older children in particular. Wwhile the ability to recognize and
infer major themes from plays depends on the specific cues of a
given production and the given interview task, visual actions
communicate themes best, especially when reinforced by explicit
dialogue. 1In addition, children have reported preferring live
theatre over television three to one (Klein 1987; ¥Klein and Fitch
1989, 1990).

When exploring chlldren's perceptions of theatrical reality,
few significant age differences arise when children are asked to
recall any "make-believe," "actually real," and "realistic"
aspects from a "surrealistic" production (about the surrealist
artist, René Magritte) (Klein 1992). Young audiences know that
plays are not real life because live actors are acting as fictive
characters, even when the play is based on biographical facts.
However, a developmental trend appears beginning in the fourth
grade whereby children begin to focus more on the social realism
of script content (e.g., characters' main intentions and actions)
than on the authenticity, believability, or visual appearances of
production‘forms (i.e., acting and spectacle}). O0lder children
rely less on visual cues, especially to determine "make-believe"
play aspects, and more on social realism and the context of
theatre as a whole. Males appear to focus more on spectacle

elements (l.e., scenery, props, speclal effects), whlle females
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infer more psychological aspectz of characters when perceiving
theatrical reality (cf. saldafia 1993).

Young audiences who have litiie or no theatre education have
some difficulty interpreting the symbolic meaning of some theatre
conventlions, unless these conventions are similar to those used
in television and other media. Fox example, most audiences know
that recorded volces signify a character's thoughts and that
shrouds over faces signify death. However, adults more than
children connect artistic piroduction cholces and staging methods
to thematic messages in plays. For example, older respondent:s
recognized that projected slides of Magritte's paintings were
used to signify René's imaginative thoughts at critical points in

the play's actions, while younger children saw their puzpose only

‘to show Magritte's art in general. £Such metaphoric symbol

systems may be clarified for younger audiences when e;plicit
dialogue reinforces visualized meanings.

A few studies have explored children's perceptions of
characters. 1In regard to antagonistic, rogue heroes, fourth to
sixth graders admired Reynard the fox, but they did not want to
be 1ike him and they felt he should be punished (Aldrich 1965).
Similarly, children judged Little Klaus reallstically within the
play's fictive world, but their teachers tried to fit socletal
moral codes into this fantastic production (Rhea 1970). Landy
{1977) found that 4- to 7-year-olds identify with characters
based on physical appearances and dramatic actions, while older

children ldentify more on the basis of percelved similarities in

16
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age, socioeconomic status, and moral values derived from societal
norms rather than from characters' intentions in a presentational
play. Using a 20-item dispositional anxliety tiait inventory and
a short, 7-minute, story theatre stimulus, fifth grade girls
experienced more intense anxiety than boys based on their assumed
identification with a female victim faced with physical danger
and psychological threats (Kase, et al. 1978).

Age more than gender differences surface in cther studies
using a category system where empathy is defined as response
statements which indicate "the individual was personally involved
in the production through expression of an emotion or
identification with character and/or situation" (P. Goldberg
1984, 31). Here, fourth and tenth graders empathized more with
characters in one of two plays intended for thelr respective age
groups than the reverse. 1In a longltudinal study over seven
different plays using'the same category system, Saldaha (1992)
found significant interrelationships between empathy, inferences,
and sensory perceptions with third to sixth graders but not with
kindergarten to second graders. There were no significant
differences in empathy between genders for grades one to six.
These findings suggest that empathy Involves a more complex
integration of perceptual cues in cognitive processing.

Childien's perceptions of characters' emotions in plays have
been explored with first and third graders (Klein and Fitch 19389,
1990). Though faclal expressions may be disguised with masks or

animal makeup (or too distant to be seen clearly), children

19




recognize character emotions from other visual cues (e.g.,
characters' actions), dialogue and vocal tones, inferences about
characters' thoughts and opinions, and situational causes and
consequences. Emotion labels do not always match actors'
reported emotions, in part, because younger children may have
difficulty discriminating among such negative emotions as anger,
fear, and surprise. However, emotion labels have been consistent
with characters' situations, particularly for the emotion of
sadness, and cholces may sometimes reflect emotlonal sallence,
intensity or duration as a function of delayed recall (i.e., one
day later).

Many researchers noted above indicate a need for more post-
production interviews to clarify and distinguish processes of
empathy, identification, perceived reality, and aesthetic
distance in theatre. Saldafa (1991) interviewed Nancy Eisenberg,
an expert on empathy studies with children, to explore some
initial questions regarding empathy in theatre. They discussed
an intriguing paradox inherent in theatre education. 1If children
are trained to look for and to infer characters' intentions and
motivations, perhaps they may empathize more with characters in
plays. However, children may empathize less if they are taught
to look for other production elements (e.g., scenery, costumes,
etc.) hefore seeing a given production. 1In this case, they may
distance themselves too much and thus decrease their empathetic
connections with charactexs. 1In fact, Rosenberg and Smith (1981)

found this to be true when measuring fourth to sixth graders'

<0
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"feelings and opinions" about Story Theatre with an adjectival

semantic differential. Eisenberg agrees that perceived
similarity factors (physicality, attitudes, experiences) in
realistic plays may trigger more empathy than non-realistic ox
fantastic production styles. She also hypothesizes that live
theatre may induce more empathy than televised versions, because
children may be more easily convinced if roles are well acted by

live performers. Future studies might search for those realistic

and non-realistic theatrical cues which pull empathy most across
age groups. The field of child development offers models and
empirical methods to this end.

Child Developmental Theories on Empathy

Developmental psychologists also differ somewhat in their
definitions and conceptualizations of empathy. In their
comprehensive review of empathy, Eisenberg and Strayer (1987, 5)
find that most define empathy as "feeling with" or sharing
vicariously the perceived emotion of another person. Barnett
(1987, 146) argues that this "emotion is congruent with, but not

necessarily identical to, the emotion of another individual." An

important distinction is made between perceiving the emotions of
self and other, in that a person may recognize a character's
emotion without empathizing with the character. Enpathy may
occur as an emotional response to perceptual cues (i.e.,
emotional contagion) or as 2 consequence of Iinferring another's

internal state or implled situatlon, "as 1f" the viewer ls
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experiencing the same emotional state (i.e., affective

—

perspective-taking).

Many psychologists distinguish the term empathy from other
related terms by the degree, focus, and direction of self-other
differentiations (Elisenberqg and Strayer 1987, 5-8; Lennon and
Eisenberg 1987, 197; M. Davis 1983). 1In order for empathy to
occur, the focus must move from the other person (l.e., the
character) to the self (i.e., the viewer) as the respondent

"feels with" the other person. Emotional contaglon refers to an

affective, motor mimicry response which matches the other's

emotion. In contrast, sympathy or empathetic concern refers to

"feeling for" someone else with the focus on the other rather
than the self. Sympathy may result from empathy as an objective,
detached outcome, and emotion types may not necessarily match.

When an event becomes too emotionally arousing, personal distress

may result as anxiety, worry, or an egoistic concern where the
focus is on the self rather than the other person; in which case,
the respondent no longer experiences empathy (cf., Kase, et al.
1978).

The affective factors of empathy are also differientiated
from cognitive processes that may mediate it but are not
prerequisite for empathy to occur. Projection refers to the
cognitive act of ascribing one's own attitudes to someone else

where the process moves from self to other. Social perspective-

taking or role taking differs from projection in that it is

defined as actually adopting another's point of view or viewing a
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social situation from another's cognitive perspective, but Bryant
(1987, 245-270) does not equate role taking with empathy. 1In
other words, a person may be able to undeistand another's
thoughts and feelings without empathlizing with that person.
However, other psychologists such as Wispe (1986) emphasize

empathy as an effortful, cognitive process which depends on the

use of the imagination or thinking "as 1if" another person in a
situation by role-taking. Mark Davis (1983, 114) defines
imagination as fantasy or the tendency to transpoge oneself
imaginatively into the feelings and actions of fictitious
characters in media. Barnett (1987, 158) notes that some

psychologlsts (cf., Singer and Singer 1990):

have suggested that a person's capacities to imagine
and empathize may be related since both often involve
some fantasized 'movement' of the self into another
individual's perspective or situation. Whether
enhancing a child's imagination (for example, through
involvement in a sociodramatic play training program)
would have a positive effect on his or her tendency to
empathize has yet to be determined.

For these reasons, the relationships among empathy, lmagination,
and drama is of particular interest in the present study.

Though psychologists use the term identification upon

occasion, this concept appears to be reserved to psychotherapy as
a Freudian term referring to an internal act of imitation oxr a
self-absorbed contemplation of another person (Wispé 1987, 25;

Marcia 1987, 83; Juhasz 1972). Aesthetic distance is a term

seldom used in psychology, though its assoclation with empathy

dates back to the German word Einfuhlung--involving a projectlon
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cf self into an object of beauty (w15pé 1987, 18), However,

-,

concepts of distance or detachment do surface as a factor in
empathy as viewers separate their identities from those of others

(Marcia 1987, 83; Strayer 1987, 224-225).

Gilligan and Wiggins (1988, 119-128) agree that, "The
aesthetic sensibilities of children . . . demonstrate their
ability to enter into the feelings of others and to imagine
affectively how others feel" (124). However, they argque that
empathy and "co-feeling" (compassion) should not be defined by
self-other differentiations, especially when seeking to map
relationships between empathy and moral development:

Our interest in co-feeling lies in the implication that
such feeling develops through the experience of
relationships which render others' feelings accessible.
The distinction between co-feeling and empathy is that
empathy implies an identity of feelings--that self and
other feel the same, while co-feeling implies that one
can experience feelings that are different from one's
own. Co-feeling, then, depends on the ability to
participate in another's feelings (in their terms),
signifying an attitude of engagement rather than an
attitude of judgment or observation. To feel with
another any emotion means in essence to be with that
person, rather than to stand apart and look at the
other, feeling sympathy for her or him.

Through co-feeling, self and other, whether equal
or unequal, become connected and interdependent. .
[Clo-feeling does not imply an absence of difference or
an identity of feelings or a failure to distinguish
between self and other. Instead, co-feeling implies an
awareness of oneself as capable of knowing and living
with the feelings of others, as able to affect others
and to be affected by them. With this shift in the
conception of self in relation to others, moral
guestions change. (122-123)

Gilligan's (1977; Brown and Gilligan 1992) seminal work on

the moral development of girls and women underscores how
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definitions of empathy and morality depend on understanding and
operationalizing two gender-related perspectives or d.mensions of
relationship--one based on subjective caring and the other based
on objective justice. .Dolan {1988) concurs by arguing how female
spectators may perceive relationships with characters 6ifferently
from male spectators, especially if plays are presented from the
"male gaze" (cf., Mulvey 1975).

Finally, Strayer and Eisenberg (1987, 390-391, 398)
acknowledge the important role of empathy in an actox's
theatrical work, and they quote Rebecca West (1928) to make the
following initiator-respondent distinction: "The active power of
empathy which makes the creative artist, or the passive power of
empathy which makes the appreciator of art."

The latest cognitive-constructivist models of empathy build
on previous research models (Strayer 1987; Feshbach 1978; Hoffman
1984). As conceptualized above, empathy is conceived as a
mentally effortful process involving both affective and cognitive
bases. The process begins when: 1) an emotionally arousing
character and/or situational cues capture the child's perceptual
attention and trigger emotional contagion, personal distress, or
motor mimicry responses; 2) the child recognizes or infers the
character's feelings and imagines, introjects, or transposes the
character into self by role taking (taking the perspective of the
other); 3) an empathic "reverberation™ occurs by perxceiving
similaritles between the character's internal feellngs and

situation and the child's own imagined and emotlional recollection

D3
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of personal experlences; all of which may result in, 4) a
deliberate withdrawal, distancing, and differentiation between
self and character for objective analysis and sympathy for the
character. Thus, cognitive role taking and imagination may
mediate and trigger affective empathetic processes.

Depending on the methods used to measure empathy, studies
have reached the following conclusions about the development of
empathy in children and how they understand emotion (Strayerx
1989, 285-286, 1993; Gross and Ballif 1991, 390; strayer and
Eisenberg 1987; Barnett 1987; Saarni and Harris 1989; Harris
1989

1) Empathy increases dquantitatively with age (when based on
affective matches between children's reports of self-other
emotions), in part, because children's verbal abilities to
discriminate, recognize, and label others' emotions improves with
age. Older children report more multiple emotions and role
taking.

2) Children's ability to identify others' emoticnal
responses varles with the type of emotion deplcted across age
groups. Happiness is identified with the greatesi accuracy
(especlally among preschoolers), followed by sadness, anger,
fear, surprise, and neutrality. O0Older children understand and
report more complex emotions such as prlde, shame, guilt,
contempt, and Jjealousy.

3) The valence (+/-), intensity, and duration of the target

emotion influence children's accuracy in labeling others!'




emotions. Children tend to respond to positive emotions more

than negative emotions with varying degrees of emotional
intensity based, in part, on the type of emotion elicited.
Negative emotions and neutral expressions are confused angd
misinterpreted more often than positive emotions (cf., Stein and
Jewett 1986). Reports of emotional Intensity and more negative
emotions are directed to characters more than self, and degrees
of intensity decrease with age. 1In recall tasks, children may
remember the most salient or intense emotion best.

4) Empathy changes qualitatively with age as childrer's
abilities to identify and éxplain others' emotional responses
accurately increase. 0lder children focus more on characters'
internal states using situational and interpersonal cues than do
younger children who focus more on external events alone. With
increasing verbal abllities and wider social experiences, older
children are able to identify and explain more complex emotional
responses in both typlcal and atypical situations.

5) Children's understanding of public display rules
increases with age. By six years of age, children can
distinguish between a character's true feelings (e.g., sad) and
expressed emotions (e.g., happy) in public situations. As they
get older, they can explain more accurately why a character masks
negative feelings in situations by inferring self-protective
motives.

6) At young ages, chlldren are able to dlifferentiate

differences iIn self-other ildentitlies, and so they attrlibute




Alfferent emotions to themselves and characters based on

individual differences, cognitive development (e.g., verbal
ability), socialization, social-desirability pressures, and
defense mechanisms. Children respond more empathetically to
persons who are perceived as similar to themselves physically and
by their actions than to those who are perceived as dissimilar in
regard to gender (Bryant 1982), race (R. Klein 1971), and shared
personal experiences (Barnett 1984; 1987, 154).

7) Children's gender may not affect their understanding of
others' emotions, but gender dlfferences arise ln selﬁ—reportinq
procedures due to socialization factors. Boys are more reluctant
than girls to report experiencing negative emotions as they
attribute more happy and less scared responses to characters than
girls. When using projective techniques where children are asked
to imagine themselves as characters in situations, boys attribute
more anger to themselves than girls, while girls attribute more
sadness and fear to themselves than boys (Brody 1984; Brody and
Carter 1982).

8) Some children are more empathetically disposed than
others based on child-rearing practices, socio-emotional
experiences, cognitive development, and self-concept and self-
esteem (Eisenberg 1992).

Methods Used in Empathy Studies

Psychologists agree that because various methods of
measuring empathy have both advantages and disadvantages,

multidimensional approaches should be used to distinguish
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enmpathetic content and its affective and cognitive processes
(Eisenberg and Strayer 1987, 351-385; Davis 1983a).

a. Predispositional questionnaires

Bryant's (1982; 1987, 361-373) Empathy Index is used widely
and often to measure children's individual, predispositional
traits as a base for comparison against other measures. This 22-
item instrument has been adapted for children from Mehrablan and
Epstein's (1972) 33-item questioinaire for adults. Items measure
emotional contagion, sympathetic concern, and role taking.
Internal reliability varies by age (.54 - 1lst grade; .68 - 4th
‘grade; .79 - 7th grade). 1In individual interviews, first graders
answer each statement by placing cards in a "Me" or "Not Me" box
(Bryant 1987}, ox they circle responses on a 5-point scale from
"Yes, like mé" to "No, not like me" (Strayer and Roberts 1989).
Middle =2lementary age children circle "Yes" or "No" for each
item, while older respondents (seventh grade and up) use a 9-
point Likert scale format. Bryant (1984; 1987, 366) cautions
that mode of administration (group vs. individual) should be
taken into account because factor analyses of responses has
indicated differences.

Bryant (1987, 371) admits that her self-report index may, in
fact, be measuring projection as an empathetic predisposition
(cf., Batson 1987, 359). However, significant interrelationships
have been found between this and other empathy measures and other
role taking and imagination/fantasy measures. Using an

Interpersonal Reactlvity Index which measures and separates
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adults' perspective-taking, fantasy, empathetic concern, and
personal distress on S5-point scales, Davis (1983) finds low (.10
to .15) but significant correlations between fantasy and
perspective-taking, and modest intercorrelations (.30 to .38)
between empathetic concern and fantasy and perspective-taking
beyond the .05 level.

Strayer and Roberts (1989) conflirm these relationships with
6-year-olds. Their study reveéls modest correlations between
Bryant's Empathy Index and role-taking measures (r = .35, p <.05)
and lmagination measures (r = .36, p <.05), but a more
significant, higher correlation between role taking and
imagination (r = .57, p <.<¢01). Likewise, Chovil (1985) also
finds significant relationships among 9- and 1l0-year-olds between
Bryant's Index and an adaptation of Stotland's (1971) Imaginal
Involvement Scale (also adapted by bavis as Fantasy), though no
differences result between role taking and projection conditions.
In other words, children who imagine themselves in characters'
situations (i.e., role taking) or who imagine how the other
person feels (i.e., projection) are both more likely to respond
empathetically.

Strayer (1987, 224-225) concludes that role taking may be
necessary when a character's emotional reactions do not match the
viewer's social-emotional experience. This factor may explain
why empathy increases with age (i.e., the range of social-
emotional experiences increase) and why children who distance

themselves less from characters are more dispositionally

30




23
empathetic (Bryant 1982). Overall, Bryant's Empathy Index has

been useful as a foundation when comparing it against these and
other empathy measures, though gender differences in scores have

been inconsistent (Bryant 1982; Strayer 1983; cf., Lennon and

Eisenberg 1987, 199-209).

b. Facial and gestural videos

Though faclal and gestural video recordings of subjects'
emotional responses while viewing the stimulus are not related to
verbal measures of empathy, psychologists recommend using this
nonverbal measure when feasible to assess emotional contagion
(Marcus 1987, 374-379). Again, studies reveal inconsistent age
and gender differences with this method, due in part to
children's increasing understanding and use of public display
rules and children's propensity to tell more than show their
feelings. For example, Strayer (1985) finds a decrease in facial
expressions from preschool through adolescence, especially for
fear responses, with girls expressing more fearful reactions than
boys, and no or low significant age and gender differences
regarding happiness and anger. Facial recordings also fail to
determine which character in a stimulus' emotional displays are
in response to (e.g., fear of a tiger as personal distress) or in
response with (e.g., fear with a person running from a tiger as
empathy) (Strayer 1987, 234-235).

c. Physiological measures

Physliological measures are used.less frequently because the

equipment is expensive and uncomfortable for children (Eisenberg,
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et al. 1987, 380-385). However, BEizenberg and her colleagues
(1991) f£ind heart rate and skin conductance measures useful
against other methods, especially for determining personal
distress.

d. Self-report interviews

Picture/story and self-report interviews are by far the most
common methods used to measure empathy (Strayer 1987, 351-355;
Batson 1987, 356-360). After watching or listening to a short
story, respondents are asked to label characters' emcotions and to
report how they feel in each situation. Empathetic scores are
achieved by figuring affective matches between characters'
emotions in a hypothetical situation and subjects' self-reported
emotional responses. Independent adult raters usually determine
appropriate emotion labels for scoring purposes, though Strayer
(1987, 354) allows children's plausible identification of self-
characters' emotions as similar and apprcpriate matches more than
other psychologists (cf., Wiggers and Willems 1983) who score
exactly identical matches of one type of emotion.

Self-report/story methods have several limitations. The
predominant use of short, one- to five-minute stories (told orx
viewed on videotape) may inhibit children from having enough tine
to share in the protagonist's conflict and resolution. The
gender of the interviewer may affect children's responses and
their comfort in revealing various emotion types to a stranger.
Children may repor*t emotions and intensities based on what they

perceive the interviewer wants or expects to hear as social

N
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desirability. Boys may be more reluctant than girls to admit
feeling negative emotions such as sadness and fear, while girls
may experience more personal distress than boys based on their
socialization. To get around these gender-presentation biases,
Batson (1987, 359) argues that scores can be analyzed within
rather than between genders to explore gender-related differences
and relationships more falrly. Many studieé counterbalance same-
gender story charaéters to minimize children's socialized gender
biases.

In addition to gender factors, age differences also carry
limitations in self-report methods. Older children may evidence
higher empathy scores than younger children by virtue of their
greater ability to verbalize their feelingé and to label a
greater variety of emotion types. For example, preschoolers tend
to report feeling happy all the time for reasons of both
cognitive ability and social desirability. While it is difficult
for many people to label what or how they feel, Strayer (1987,
353) argues that those who are able to label self-other emotions
best may, in fact, be those very persons with greater empathetlic
abilities.

e. Strayer's Empathy Continuum - Attributions

To tackle some of these limitations of self-report/story
methods, Strayer (1989, 259-289) employs an Empathy Continuum
(EC) scoring system which integrates affective and cognitive
processes in both quantitative and qgualitative ways. The method

scores children's attributions for emotional responses; that is,
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thelr spontanecus, verbal justifications of their personal
feelings towards characters in situations from their self-
reported, subjective viewpoints (i.e., "What made you feel that
way?"). It begins to tap into the complexity of perceptual,
character and situation cues upon which emotional judgments are
made and seeks to differentiate the cognitive perspective-taking
processes that mediate empathy. 1In using this coding scheme with
5S- to 13-year-olds, Strayer (1989, 282-286; 1993) has plotted
developmental age differences to explore how empathy is mediated
and experienced.

Empathy (EC) scores (from O to 19) are obtained by seven
levels of cognitive mediation based on a 3-point scale measuring
affective and intensity matches between self and character and on
qualitatively scored levels of attribution or the character and
situational cues children use to justify emotion choices. This
hierarchical system prioritizes emotional responses on a
continuum from a focus on external events or parallel responses
toward an increasing focus on the other as subject as a more
particlipatory response. Reliability or interrater agreement has
ranged from 87% to 96%. Level I indicates that no emotion is
reported for a character (0); or an accurate emotion for a
character has been recognized, but there is no similar emotion
reported for self (1 point). For levels II to VII, points are
awarded for similar emotion for self and character (e.g., afraid
and sad) (1 point), same emotions but different intensities (2

points), or same emotions and same intensities (3 points)
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according to attribution type. This scale presumes that children
who attain higher EC levels are also capable of lower cognitive
mediation levels.

Strayer (1993) has used this Empathy Continuum (EC) scoring
method to prove that empathy increases with age given children's
increasing ability to infer and verbalize others' thoughts beyond
descriptions of emotionally arousing events. Though not intended

as a "lock-step" developmental stage progression, this model has

been used to prove structural consistency in the nature of
children's attributions for emotional responses. Affect matches,
correlated with cognitive attributions, increase significantly
between the ages of five and seven and stabilize after age nine.
High arousal or intensity of experienced emotion interferes with
attributions when children focus more on self than other, thereby
lowering empathy scores. Five-year-olds' matched affects with
characters are explained mostly by descriptions of events.
Seven-year-olds tend to attribute their emotional responses to
characters' feelings in situations. Thirteen-year-olds focus
more on the character's internal state and motives by inferring

or placing themselves in the role of the character (i.e.,

perspective-taking). Thus, Strayer's EC scoring method conflirms
a basic developmental theory regarding the general nature of
children's attributions for their emotional responses; that is,
generalized across a variety of short (6- to 7-minute long
videotaped vignettes) situations. However, her six cognitive

levels of attributions do not delineate critical distinctions
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etween empathy and sympathy, ner do they explain fully how or
which factors in a given stimulus or situation induce cr trigger
spécific types of attributions from children's individual
perspectives by age and gender.

Based on these theories, methods, and results found in child
development and children's theatre studies, the present study
sought to describe, explore, operationalize, and clarify the
ﬁature of empathy in live theatre with young audiences.

Purposes of Study

pQuestions and Objectives

The purpose of the present study is to define and measure
empathy in live theatre in relationship to sympathy, aesthetic
distance, imagination, dramatic predispositions, role-taking, and
perceived similarity or identification with characters. It
builds upon dramatic and developmental theories regarding empathy
and distance and the findings of past studies by posing the
following guestions:

Do children empathize or sympathize more with characters in
non-realistic, presentational theatre? Which types of emotional
response are most prevale 't across age groups and between
genders? From whose point of view (i.e., self and/or character)
do children recall and attribute their emotional experiences?
what cognitive and emotional relationships with characters (i.e.,
caring and/or Jjustice orientations) do children perceive and

recall? Under what fictive and theatrical contexts do children
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connect with or distance themselyes from characters in
situations?

what is the role of imagination and aesthetic distance in
empathetic processes in live theatre? Do dramatic
predispositions, uses of imagination, or the desire to
participate actively in drama affect empathetic responses when
attending theatre?

what dramatlic (script), theatrical (production), and social
(interpersonal) schemas or perceived realities do children use
and rely upon to interpret their own and characters' emotional
responses? What dramatic and theatrical factors in performance
affect emotional responses and identificatlon with characters
most and why?

In attempting to answer these questions, the present
qualitative study pursues the following objectives:

1) to elucidate whether and how children imagine, empathize,
and identify with characters and emotional situations or distance
themselves in a non-realistic, presentational theatre production
(1.e., one whlch departs from real life in fantastical ways and
which uses direct address);

2) to determine the effect of age, gender, and attitudes
about drama and imagination on empathy and imaginal processes;

3) to determine the role of perceived similarity/reality
betweer self and character in empathy in regard to actors'
genders and physicalities, characters' actions or

representativeness of human experience, emotional dispositions,
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zocial and woral tralts, and utility and applicability to
personal experience;

4) to determine which perceptual, salient, theatrical cues
enhance empathy most across age and gender groups (e.g., dialogue
and dramatic text; visual appearances of scenery, costumes, and
props; theatrical devices and special effects, etc.); and,

5). to determine whéther perceived similarity or
identification with characters relates to empathy, imagination,
and dramatic predispositions.

Limitations and Initial Hypotheses

Child developmental researchers may gain new knowledge of
the role of empathy in live theatre in its naturalistic context,
as opposed to more artificial laboratory contexts. Thus, this
research is intended to build upon and extend the findings of
other developmental studies on empathy. It is limited by a
descriptive exploration of emotional and delayed recall to
determine the most salient, emotional features of a non-realistic
theatre production. Findings will be compared against other
studies to discover whether a one-hour play results in an
increased developmental ability to empathize with age and whether
gender differences arise given actor/character genders within
ﬁgzcga\gfaramatic situation. The role of imagination, p-.rceived
similarity, and distancing in empathetic processes may be
elucidated further given the stimulus' degree of realism in both

dramatic situation and theatrical presentation.




31

Several measurements are used to ascertain and separate
developmental cognitive and affective processes in both
guantitative and qualitative ways. Unlike most studies which
test individuals using very short, hypothetical stories in
artificial laboratory conditions, this study employs a one-hour
play under natural, contextuzl theatre conditions as an
empathetic stimulus. By viewing the stimulus as a group for a
longer duration of time, audiences are expected to have more
processing time to become emotionally involved in the characters'
situations, and individuals' emotional reactions may infect one
another in this contextual setting as theatre conditions warrant.
Instructions to imagine themselves as the characters just before
viewing the play may oz may not result in greater empathy for
both genders. Matching respondents' labels of characters'
emotions with the actors' self-reported emoticns, rather than
those of independent raters as is usually done, may result in
more subjectively and contextually accurate cholces.

Developmental studies indicate that empathy increases with
age both guantitatively and qualitatively, primarily because
older children infer and verbalize their own and others'
emotional states more than younger children in self-reporting
methods given their wider range of social-emotional experiences.
The target theatre production is chosen, in part, because it was
written with and originally performed for younger children ages

five to elght with explicit dialoque that explains characters'

thoughts and makes internal motives and emotions available to all
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audiences., Therefora, by comparing older and youngelX age qgroups,
it may be possible to determine whether increased empathy is a
function of age or the emotional stimulus. In other words, older

children and adults may percelve the theatre production as

"babyish" and, therefore, they may empathize less than younger

children for whom the production is intended.

Younger children (ages 6-8) are expected to empathize more
with characters based on visuallized actions and physical
characteristics. Older children (ages 9-12) are expected to
empathize most with those characters and situations whose
emotions, thoughts, and behaviors most closely match their own
experiences in social and psychological reality. Boys may
empathize more with a male character for his physical size and
power more than female characters, though girls are expected to
empathize with both gender characters based on personal
interests, relevance, and applicability to their social-emotional
experiences. Respondents with more experiance and comfort in
drama and greater role taking and imaginal abilities are expected
to empathize more than those with less experience ox personal
inhibitions. Future replications with other styles of theatre
and other local audiences of diverse cultures can refine further
our understanding of empathy in its various natural and

ecological contexts.
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Method

Respondents

Thirty-three first graders (mean age 7:2; range 6:7-8:0),
thirty-five third graders (mean age 9:2; range 8:7-10:2), and
thirty-seven fifth graders (mean age 11:1; range 10:6-12:3) (N =
104) from classrooms in three different schools within one school
district were selected from low, middle, and upper class urban
neighborhoods, based upon the willingness of interested
principals and teachers. (Half of the elementary population in
this school district attends one KU-TYP play each every year as a
traditional field trip.) The majority (92%) of the children were
Euro-American, with 8% representing minorities (3-African-
Anerican, 3-Native American, l-Aslan-aAmerican, l-Hlspanlc, 1-East
Indian). There were 60 girls (58%) and 44 boys (42%). None were
seriously 1earning—disab1ed'or visual- or hearing-impaired.

Twelve adults were available from an introductory Children
and Drama course taught by the principal investigator. There
were 4 men and 8 women whose ages ranged from 19 to 31 with a
mean age of 22 years. Thexe wére 8 seniors, 3 Juniors, and 1
sophomore whose majors represented ftheatre (4), film (1),
journalism (2), advertising (1), history (1), and engineering
(1).

In sum, there were 116 respondents, 59% female and 41% male,

as shown in Table 1 below:
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Tahle 1

Number of Respondents by Grade and Gender

1st 3xd 2th Adult Total
Female 13 21 26 8 68
Male 20 14 10 4 48
Total 33 35 36 12 116

Theatre Production

Crying to Laugh, written by Marcel 3abourin and translated

into English by John van Burek, was the 1982 winner of the
Canadian Chalmers Children's Play Award. Written in 1980
expressly for and with children ages 5 to 8, the play was
originally produced by Le Theatre de la Marmaille in Montreal,
Quebec (now Les Deux Mondes). This theatre collective
subsequently toured the play in French and English throughout
Canada, the United States (1984 in Detroit Showcase), Europe, and
Australia until 1988, when all rights for future productions were
released to the playwright and translator (Klein 1986).

The production here by the University of Kansas Theatre for
Young People (1992) was the first U.S. university production of
this Quebecois play. The English manuscript (n.d.) was compared

against the original French publication (1984), Pleurer pour

rire, and additions and omissions were edited accordlngly.
Directed by the principal investigator, the play was performed
and designed by undergraduate students under the direct
supervision of faculty members in a 1,188-seat auditorium. The

playing space used the proscenium stage (40' length) with a 31°
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total depth, including the raised orchestra pit (35' long x 10’
wide). The play ran about 60 minutes without intermission.

a. Description of Performance Text

The director added a non-verbal pre-show for audiences to
watch during the 15- to 20-minutes' time it takes to seat over
600 elementary students and teachers. The setting is the home of
Mea (Me) and Yua (You) with 1lts gigantic bed, mirror, and shower
(deacribed in further detail below). ©Shado, (a hand-puppet
manipulated by Mea and voiced by Seluf behind the mirror) appears
behind the drapes of a canopy above the bed. Mea plays happily
with Shado freely about the stage, whispering stories, to
establish their close friendship.

The written text itself is divided into a prologue and elght
scenes, though the action is continuous. (The lyrics of several
songs in the original were treated as dialogue with music
underscoring the action, with the exception of the "Zip" song.)

Prologue - Mea breaks "the fourth wall" immediately by
speaking directly to the audience. She Incroduces Shado, her
best friend, and explains how Yua tied ap its front and back
paws, because Shado "knocked over a big pot of flowers" and
"threw dirt all over the nice clean porch." Yua yells "Shado!"
from inside his shower as a warning to stop barking and crying,
and Shado obeys. Mea gives Shado a bath in a tub full of
bubbled, real water. Yua orders Mea to dust everything for Aunt

Hey-there's visit today, and while she gets distracted dusting,
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shado drownsz in the bathtab., Too late, Mea realises what'sz
happened: "HE'S DEAD!"

Scene I - Yua makes his first entrance from his shower and
explains his "practico-clock” to the audience--a mini-computer
hung from his neck and given to him by his Aunt Hey-there. It is
programmed to tell him everything to do during the day. He
announces to Mea that it's time to "recite our song of
happiness,"” but Mea shows him the dead Shado. Disgusted by the
sight, Yua lifts the dripping Shado from Mea, carries it across
the stage, unceremoniously drops it into a garbage can, and
disinfects the air. He admonishes Mea to smile and repeat their
daily routine:

YUA: Do you love me?

MEA: I love you.

YUA & MEA: We love each other, so we're happy.

Mea wants to cry and hug Yua for consolation, but Yua
doesn't want her to touch him and "soil my nice white suit." He
reminds her that she's too small to be sad or angry and that
she'll never gxow up if she cries. He repeats the song he taught
her (which Aunt Hey-there taught him)--a song which Mea sings
with ritualized gestures throughout the play whenever she feels
she is about to cry or get angry:

Zip, push, bar

Swallow the key

When you're sad (mad)

You mustn't say
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You've got to smile

And lock it away

Deep inside.

Mea feels sick with a headache and a tummy ache, but Yua orders
her to do some cleaning and her sickness will go away. He exits
to his shower to wash his white gloves.

Mea talks to the mirror, angry because she has no friend to
tell her troubles. The reflection stamps its feet, and Yua asks
Mea about this suspiciously angry noise. He reminds her to
smile, "Souris," and Mea uses this double-meaning to explain that
she was stamping the floor to chase a mouse. (Souxis means both
smile and mouse in French.) Worried about mice, Yua sets up an
over~sized mousetrap on the floor and returns to his shower.

Mea wants to hug and hold her reflection but f£inds her arms
paralyzed. The mirror starts to cry real tears (Note: Difficult
to see from all angles in this auditorium). Again, Yua pops out
and begins to suspect that Mea is talking to her Seluf--a
nuisance abhorred by Aunt Hey-there and ldentified by their
"mirror eyes." He asks her to define a Seluf, but Mea honestly
doesn't know. He exits to get her medicine for her "lazy
digestion," and Mea implores her reflection to help her!

Sceine II - Seluf (Myself), the exact twin of Mea, steps out
of the mirror (by opening the plexi-glass door), as Mea, unaware
of her appearance, realizes she can move her arms again. Mea
begins making the bed as Seluf imitates her every move like a

mirror. Finally, Mea, reallzing her flesh and blood double,




38
compares herself, and Seluf explainz she's here to help Mea, Mex
begins to tell her Seluf about Shado, but when she starts to cry,
she repeats the "Zip" ritual, which Seluf finds intriguing. Mea
tells her about Yua, and when she 1s about to tell Yua about her
Seluf, Seluf stops her: "You mustn't tell anyone you know me,
because I'm everything you're not supposed to do. It's our
secret." Together they cement their friendship, playing freely
on Aunt Hey-there's bed, until Seluf snuggles under the covers
for a nap.

Scene III - Yua comes out to glve Mea her mediclie, but when
he sees what appears to be a monster (both Mea and Seluf) underx

the bed covers, he swallows the medicine to cure his

"hallucination." Mea works to keep Seluf hidde: under the bed
covers so Yua won't discover the two of them together. She
assures Yua that she's now in control of her emotions. But when

Seluf wakes from her dream about Yua, Mea dives under the covers,
as Selgf tries to hug and kiss Yua with whom she's enamoured.
After several identity-switches, Mea repeatedly assures Yua that
she's in control with their routine verbal rituals. As Yua
finally leaves, he steps on the mousetrap without realizing it
and without screaming in paln. Seluf grows intriqued by this
strange occurance, testing the mousetrap again by bursting a
balloon which frightens Yua momentarily. Mea fumes that Seluf
"is a real pain!"

Scene IV ~ As Seluf ponders Yua's "funny toes," Mea defends

her all-worshiping respect of Yua and tries to control her anger.
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When Mea teaches Seluf the "Zip" ritual, Seluf points out how
they are not at all alike because she cries and laughs and
screams whenever she feels like it and does not feel sick. She
shows Mea her real feelings. Frustrated and unable to win this
argument, Mea leaves to get a clean bedsheet for Aunt Hey-there's
visit. Seluf goes to play in the garden downstage and discovers
a mallet which she can use to whack Yua's "funny" feet.

Scene V - Yua enters, still concerned that if Aunt Hey-there
were to discover a Seluf, she'd wring its neck--a thought which
frightens Seluf who overhears this. Mea returns witﬁ clean bed
sheets and decides to tell Yua she has a Seluf. But when Seluf
pantomimes to her not to tell their secret, she changes her mind
and tries to explain a Seluf as a "plaid hippopotamus with a big
pink ribbon" from Seluf's charade-like gestures.

Relieved by this explanation, Yua proceeds to hang balloons,
singing the praises of Aunt Hey-there, and unaware that Seluf is
trying to whack his feet with a mallet. When Seluf finally
succeeds, he doesn't scream, and she 1lifts his pant leg to
discover his stilts. As Yua leaves to take a shower, he asks Mea
to turn on the water, which she does, as Seluf tests the mallet
on her own foot and screams in pain.

Scene VI - Mea continues to admonish Seluf for herx
disrespectful behavior toward Yua and wants to cry again when
thinking about Shado. Seluf realizes that Mea gets sick from

repeating the "Zip" rltual, and she sings the song in reverse to

make her point:
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ungip, unpush, unbar

Throw the key far away

When you're sad

You've got to cry it out

Don't hold it back

But let it go all the way

Let it go all tte way

Let it go, let it go, let it go

Let 1t go all the way.

Mea continues to defend Yua's authority over her. She
doesn't believe Seluf when she tells her that Yua wears stilts.
Seluf becomes determined to.prove to her that Yua isn't big at
all. She turns off the water to Yua's shower to make him come
out "bare-naked." Unfortunately, this trick doesn't work--Yua
wears a bathing suit!--and Seluf reconnects the water.

Seluf tries to explain to Mea that she's sick because Yua
smothers her by preventing her from crying and getting angry.

She blows up three balloons, putting them under Mea's sleeves and
over her stomach, as a visual, physical metaphor to show how her
stress gets locked in her body. As Seluf plays doctor, Mea asks
for pills, shots, and an operation. Seluf pops the black balloon
over Mea's stomach, hands her the remains, and uxrges her gently:
"When you're sad, you've got to £ind someone you love and tell
them." Just as Mea is about to tell her about how Shado died and
cry her first tear, Yua appears again, reminding her again that

she won't grow up if she cries. When Mea shows him the black
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balloon, all her sadness and tears for Shado, Yua calls her a
"cry baby," Seluf bursts a balloon angrily, and Mea runs off.
Yua orders Mea to come back, but she refuses.

Scene VII - Yua chases Mea who, together with Seluf, tease
him to exhaustion by switching identities and popping out of
various hiding places one at a time. Confused by these
hallucinations and losing (emotional) control, Yua screams for
Aunt Hey-there to come quickly.

During this confusion, Seluf and Mea get inside Yua's shower
and transform it into Aunt Hey-there, with Seluf at the top
providing Aunt Hey-there's wvoice and Mea moving the entire unit
around on its casters. 1In a disguised voice, Seluf/Aunt smacks
Yua with extended arms (toilet plunger and back scrubber on dowel
sticks) and orders "my little Yua"™ to lift up his pant legs and
walk on his hands. 2As Yua stalls, Seluf/Aunt demands obedience,
but she gets so caught up in the joy of her pretense that she
accidently reveals thelr disguise by climbing out of the shower.
Caught in the act, Yua sees both twins together for the first
time and recognizes a Seluf. He chases them both, and Seluf
jumps back into the mirror to escape as Mea runs to -hide.

Scene VIII - Yua sprays a large X on the mirror to trap
Seluf, then goes off in search of Mea who creeps out from under
the bed. She calls to Seluf inside the mirror and wipes off the
X. Again, the mirror cries; and again Mea tries to cry, but her

tears are stuck "like ice" inside. At this moment, Seluf comes
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out of the mirrer; and just az Mea is about to ¢ry, Ywa returna
with the mallet.

Realizing that Mea thinks .he's on stilts, he urges her to
hit his foot with the mallet so he car "prove" her wrong. With
great hesit.tion, Mea hits his foot and he screams "in pain"
laughing behind her back. He forgives her, seats her on the bed,
and proceeds to explain how he once had a Seluf which Aunt Hey-
there locked up in a mirror, too: "And I'm neither a liar nor a
hypocrite. Mea, I do not have stilts."

During this sermon, Seluf removes his stilts from under the
bed and proudly waves them in the air. Aghast, Mea grabs the
stilts and Yua, on his knees, begs her for his legs back in
terror. Furious with his hypocritical lies, Mea's emotions
explode. She screams at him and, recalling Shado's death, starts
to cry with Seluf cheerleading her on. She taunts "my little
Yua," realizing there's nothing wrong with be‘ng little, and
yells at him for pretending to be big with stiits, unleashing all
her pent-up anger. Though Yua denies resporsibility, claiming
"It's all Aunt Hey-there's fault," Mea continues her emotional
catharsis with happy asides to Seluf about how good she feels
through it all. Jumping all over Aunt Hey-there's bed and
ripping the pillows apart with colored feathers flylng, she
proclaims, "I'm happy to be MYSELF!" To reflect Mea's victory,
the white stage explodes with color--lights flash and colored

balloons, feathers, and various soft balls fall from the sky.
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By the end of this climatic celebration of emotional self-
expression, Seluf quietly returns to the mirror and Mea realizes,
"I can hear her inside me." Mea and Seluf sing the "Unzip" song,
knowing the importance of listening to your Seluf and allowing
your emotions free expression, as Yua hugs his stilts bewildered
on the floor by the mirror.

b. Director's Intentions and Conceptual Approach

The theme or main idea of the play is that We should listen
to our inner child, our true selves inside, and express our
emotions freely for good mental and physical health. Emotions
make us uniquely human. Emotions are inside all of us, but
sometimes we fail to express how we really feel. We ignore our
true feelings and allow other people or situations to dictate how
we should feel. For example, public display rules inhibit us
from crying in front of other people, even when watching a sad
movie in a darkened theatre. When we hold our emotions inside
and don't talk about how we feel, stress builds up and leads to
physical illnesses, and in extreme cases, depression.

Children, in particular, are sometimes told by adults when,
what and how to feel in certain situations. Girls (and women)
are considered weak and inferior when they cry. Boys (and men)
are socialized not to cry--"be a man, not a wimp." Parents tell
their children not to cry, get angry, or make a fuss--especially
in public which calls attention and disturbs other people.
sometimes when children lose a cherished toy (like Shado, Mea's

best friend), parents ignore their cries or dismiss thelr
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perzonal values by treating the object as ordinary and not
deserving of so much emotional attention. Yet this attention is
exactly the function emotions play in human communication. When
children cry or get angry, they are communicating serious clues
about their situations when they don't have the words to explain
difficult concepts. But if parents don't have Selufs themselves,
how can they listen? And if parents ignore or dlsrespect their
children's emotions, how else can children tell them about their
selufs?

To make these abstract ideas more concrete, the playwright
names his characters Mea (Me), Seluf (Myself), and Yua (You) to
invite audiences to watch the entire story from a child's
"little" perspective. (These characters may also represent one
person as the ego, id, and superego.) He underscores the primary
(and perhaps only?) difference between Me and You by physical
size--little vs. big people. <Yua's stilts become the visual and
physical metaphor of authoritarian control and fake sense of
importance and moral righteousness which provide the central
conflict. Mea literally looks up to Yua on a pedestal as a hero
who takes care of her. He's tall, white, and immaculate, which
makes him smart, right, and holy. Just as children love, trust,
and worship their parents and teachers at very young ages, Mea
can't imagine that Yua would ever lie to her about anything.

Seluf represeﬁts all of Mea's true emotions unleashed--free
to play as she chooses without personal inhibitions, adult

restrictions, or hierarchical rules. As Mea's inverse in every
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respect, Seluf provides a concrete relationship between Me and
Myself--someone to hug, love, and cherish as a best friend
throughout life.

Originally, the director planned to cast Mea as a male actor
to dramatize how boys, more often than girls, are told not to
cry. A male Mea and female Seluf cculd then also signify Jung's
anima and animus archetypes to show how both male and female
aspects of our personalities make us whole human beings. The
female talent pool during auditions was extraordinarily high, so
the director chose to cast two short women (5'2") of fairly equal
proportion as Mea and Seluf and a tall male Yua (6'3") to
emphasize the big/little conflict physically. Had there been
talented male actors as short as 5'2", it would also have been
conceivable to cast a short male Yua to "heighten" (pun intended)
the ludicrousness of Yua's attempt to look and seem big.

Every attempt was made to keep these three characters
androgynous and as "generic" as Me, Myself, and You, without
specifying or calling attention to race, economic status, or
other environmental factors. However, it was expected that
audiences would recognize character genders by vocal expression
at the very least. With this gender interpretation, the play
could also be read as a feminist dramatization of how men control
wonmen in insiduous ways, how women look up to men and try to
please them when they lack self-esteem and confidence, and how
women need to listen to their inner-child volices (Gilligan 1982;

Hancock 1.:89).

(1]




¢, Pescription of Produetion Designs

Init:2]1 meetings with the scenic and costume designers began
with an exploration of how to visualize human emotion with size,
space, line, weight, texture, shape, etc. Because emotions arise
primarlily out of human beings, the focus was intended to remain
on the three characters with the envirorment's visual mood
supporting Mea's "little" perspective.

Yua's home environment, heavily influenced by Aunt Hey-
there's upbringing, was characterized by a white (light beige),
spotlessly clean, sterile mood. Color assoclatlions by specific
emotions were avoided as much as possible (e.g., sad/blue,
anger/red, happy/yellow). Size, of course, bhecame the dominant
design element stemming from Yua's 8' height on 2° dry&all
stilts. (See photos of schematic models in Appendix.)

Because the play's climatic acticn occurs from under the bed
when Seluf removes Yua's stilts, Aunt Hey-there's guest bed was
placed center stage on a 1l5-degree raked platform to assist sight
lines. The platform was -6' long, 20' wide at its upstage end,
and 12' wide at its downstage end. The downstage end was placed
2' from the proscenium line to keep the play's action as close as
possible to the audience. The bed was 9' long and 8' wide with
posts 4'6" to 6' high, and the mattress was raised 3' high so Mea
and Seluf could hide beiow it. The headboards were painted warm
brown with dark and light texturing on raised decorative scrolls.
An ivory blanket and muslin sheets covered the bed with two

oversized pillows containing colored, plastic balls and feathers.
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To provide more hiding places during chase scenes, a self-
supporting bed canopy stood behind the raised platform. 1Its
frame was 10'4" high x 12°' wide with a short, raked ceiling which
extended 5'9" from the top. Feige lace drapes, cut into four
sections, fell lengthwise with clear plastic draped above on top
of the extension to provide a somewhat Victorian visual effect,
in keeping with Aunt Hey-there's ostentatliousness.

Yua's 8'6" shower stall, his primary domain of incessant
cleaning stationed stage left, was designed for its ability to
transform quickly into Aunt Hey-there. Seluf and Mea needed to
transform the shower in a matter of seconds spontaneously without
having pre-planned or contrived Aunt Hey-there's appearance in
advance (especially because Mea, and therefore Seluf, haven't
even met her before). Built on casters for mobility (so Mea
could push it inside from below), the shower's beige curtains,
with pale blue stencil trim and ballooned ruffles, were cut in
three main sections to suggest Aunt Hey-there's outer "coat."

The back half section suggested her cape when the front two
gquarter sectlons were belted with a shower sash. A shower faucet
arose from a éurved plumbing pipe at the top with shiny, plastic,
streamers falling from it. Yua's fake shower water contrasted
with the real water used for the mirror's crying tears and
Shado's bath water.

Seluf and Mea transformed the shower into Aunt Hey-There,
wearing a simulated "costume" from white bathroom articles.

Seluf arose out of the top of the shower, speaking Aunt Hey-
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There's veolce, while Mea pushed the shower from below., Heluf
wrapped her shoulders in a big, white, terry cloth towel and
extended a toilet plunger and back scrubber on longer dowel
sticks as arms. ©On her head she wore a white "hat" constructed
of a partially raised tollet seat, oversized comb, scrub brush,
yellow rubber ducky accent, and two simulated rolls of toilet
paper over her ears. A separate, self—standing Ywater valve" was
placed downstage left near the proscenium wall to suggest the
main water source for Yua's shower, which Mea and Seluf used to
tnrn the Jwater on and off." It was raised 20" high with a 18"
diameter wheel that turned freely.

Seluf's self-supported mirror stood stagelright. It was 9!
high and 5'6" wide, and its frame was painted in the same warm
brown as the bed with similar textures and decorations. The
mirror itself was made of plexi-glass and rigged with narrow
plastic tubing around the frame to send real water flowing down
from holes at the top. The plexi-glass was hinged as a door £for
Seluf's magical entrance with grey scrim behind it to disguise
her when not 1lit from inside. The entire unit was enclosed
behind with black drapes covered in clear plastic with a lighting
instrument hung above to create the "illusions'" of Seluf's
appearing and dis., pearing images when she stood inside behind
the glass and scrim. Seluf's mirror with real water stage right
constrasted starkly with Yua's shower with fake water stage left.

To bring the characters as close as possible to the

audience, the play's action also took place on the orchestra pit

514}
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{(35' long x 10' wide) about 3 1/2' high from audience floorx
level. It was lowered 6" to assist sight lines for short, first
grade children looking up seated 10' away in the first rows.
Another 6" platform, 18' long x 6' wide, was added in the centerx
to allow the shower stall/Aunt Hey-there to move downstage onto
the pit area.

This entire downstage area was Intended to suggest an
outside porch or garden area. Shado's metal bathtub, half full
with real water, was placed on the orchestra pit stage right. A
white plastic garbage can, which served as Shado's "grave," was
placed opposite downstage left. One white plastic pot with white
plastic flowers and a crushed plastic pot sat on the stage left
apron with a white watering can, as evidence that Shado had
knocked them over at one tinxe.

To create a sterile white environment with some sense of
emotional warmth, the stage floors were painted in pale blue with
light black lines to help force depth of perspective. Two sets
of huge, billowing clear plastic "drapes" were hung on battens
above the stage and raised in sections to create a simultaneous
sense of fake billowy clouds high above and false, protective,
curtains or shrouds hanging as home decor. These clear plastic
drapes allowed various saturated colors of light to filterx
through and change emotional moods in keeping with Mea's
perspective at any given time throughout the play. A cyc closed

off the backstage wall.
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To visnalizge and enhance Mes!

L

emeotional catharsis at the
end of the play, the stage exploded into a rainbow of colors in
various ways. Mea opened the bed's two pillows, and colored
plastic balls and feathers flew out all over the bed. The lights
flashed repeatedly in saturated colors. Colored balloons,
various sponge, plastic, and pom pom balls, and feathers
descended from a snow trough rigged on a batten above the bed.
Costumes reflected androgynous characters as non-
realistically as posslible. (5See photos of character dolls used
in free recall in the Appendix.) VYua's 2' drywall stilts were
attached to the actor' white boots (over white socks) and belted
below his knees with 15" fake, white shoes constructed around the
base. Dressed all in white polyester, he wore extremely long
pants with snap strips in the back, so Seluf could untie his
stilts, a long-sleeved jacket to the actor's hips with raised
collar which opened in the front, and white gloves. Underneath,
he wore a black and white, long-striped, tank-top bathing suit
which reached to the actor's hips and a white plastic shower cap.
Yua's practico-clock was constructed from a plastic telephone
cover and built with push-button answering machine devices and
alarm beeps which the actor could manipulate himself. It hung
around his neck and was also attached to his jacket with velcro.
Yua's facial makeup was clown white with raised black eyebrows

and eye accents and rosy lips. His long, thick hair was slicked

back and held in place with a hair net.

L
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Mea and 5eluf's costumes were identical in concept, but
differed in color and line. Both were oversized jumpsuits and
blousy shirts made of knit jersey fabric, to help the actresses
appear smaller than they were in actual size, with flat, rubber-
soled, tennis shoes. Mea's blue-green costume was designed with
straight, pleated lines in contrast to Seluf's yellow-orange
(complimentary-colored) costume with its curved, gathered lines.
Both women wore floppy hats with narrow brims bending in odd ways
with wire and tied under their chins to conceal their very long
blond hair. Their facial makeup was of more natural skin tones
with bright red cheeks fading into the jaw line, raised black
eyebrows, eye accents, and rosy red lips. To create Seluf's
"mirror eyes," her eyelids were covered with silver glitter and
she wore long, exaggerated, silver, fake eyelashes.

Shado was a plush hand-puppet constructed of calico sﬁag
fur, with his front and back paws tied with various long colored
ribbons. Mea's feather duster was constructed of the same
material. Additional properties included: white bath and hang
towels, a white painted can of Lysol, an oversized, yellow
mousetrap, a pink bottle of medicine, colo.=d and black balloons,
a 2' long, red dowel mallet with a black foam hammer at its end,
and a can of foam covered in white and labeled "Anti-Seluf."

Lighting was clear, "white" and bright whenever Yua appeared
on stage, and dimmed whenever Mea tried to express her inner
feelings. When Yua interrupted Mea's attempts at cryling with an

entrance, the llghts changed 2bruptly to brightness. Not until
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"explosion" of emotional expression at the end of the play

g
bRt}

Mea's {
did "chasing" or flashing lights saturate the stage with rainbow

A mirror ball spun in pale lavender above and around the

color.
audience after Mea shouted her happiness while colored balloons

and feathers fell in a "grand finale."
Sound design functioned in various ways. New Age or soft
jazz-like synthesized piano and flute music underscored much of

wWhen Shado died and whenever Mea thought of
Yua's

the stage action.
a short plano and flute tune was heard.
Soft,

her dead dog,
first entrance was announced with a short organ piece.
melancholy piano music was used when the mirror cried both times,

and mysterious synthesized music played as Seluf exited from the
"Seiuf's theme"

mirror. Another musical piece was used twice as
("Do you hear it?" and "I can hear

when Mea listened to her Seluf
Piano music was used to underscore Mea and

her inside me").
Seluf's play with the bedsheet after Seluf's first entrance.

Another New Age piece underscored Seluf's explanation about
Stacatto piano and flute music underscored

Aunt Hey-There's entrance was announced

stress with balloons.
Mea's explosion was punctuated with

the two chase scenes.

with noisy "Hey!"s briefly.
rising jazz music which crescendoed.

Other musical selections
were chosen for the 20-minute pre-show and curtain call.

Sound effects of water were used to indicate Shado's
Yua washing his gloves and taking a showez, and water
Seluf wore & body

drowning,
sounds were added to the crying mirror music.
to bark as

which was turned on and off throughout the play,

mike,
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Shado and to amplify the sounds of bursting balloons and her
singing of the "Unzip" song. Her voice was amplified, distorted,
and reverberated when speaking as Aunt Hey-There. A slapstick
sound was created live and amplified offstage for the snapping of
the mousetrap.

A local musician composed and recorded two similar tunes for
the "Zip" and "Unzip" songs from synthesized piano. The recorded
*Zip" music was used twice when Yua taught Mea and when Mea
taught Seluf. All other times, Mea sang the "Zip" acapella. The
recorded "Unzip" music was also used twice when Seluf sang it to
Mea and when Mea sang it at the end of the play.

Graphic designs for the posters, handbills, ads, and
programs depicted a tall, self-standing mirror with the hazy,
deep blue image of someone smiling inside and pushing her hand
against the mirror. Water drops dripped from the mirror and
created a puddle on the flooxr. The "g" at the end of the word
"crying" fell into another large water drop, and all printing was
done in deep blue ink on white stock paper. Handbills were
distributed to each individual first, second, third, and
participating fifth grader by classroom teachers before school
attendances. After the performances, children received programs
which listed the characters' names across from actors' names as

Mea (Me), Seluf (Myself), and Yua (You).
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Response Measures

The study was conducted in two parts. Several days before

theatre attendance, respondents were asked to answer a written
questionnaire which contained Bryant's Empathy Index and
additional statements to wmeasure predispositional attltudes about
imagination and drama experiences. Then, one day after theatre
attendance, children were interviewed individually specifically
in regard to the play. Adults answered an analogous, written
questionnaire about the play. These responses measures and
procedures are described in further detail below. (See Appendix
for all instruments used.) {Note: Unfortunately, it was not
feasible technically to videotape behavioral responses of
audiences during viewing.)

1. Pre-Performance Self-Report Questionnaire

a. Empathic Predisposition

Bryant's (1982) Empathy Index was used to determine
empathetic predispositions as a baseline against which to measure
other empathetic measures. This 22-item, self-report
questionnaire asks children whether each situation is "Yes" (like
me) or "No" (not like me). Items measure emotional contagion,
empathetic concern, and sympathetic projection.

Adults answered Mehrabian and Epstein's (1972) empathy
questionnaire, from which Bryant adapted her index for children.
This 33-item, self-report questionnaire asks adults to respond on
a nine-point scale from +4 (very strong agreement) to -4 (very

strong disagreement). Items also measure emotional contagion,
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empathetic concern, sympathetic tendencies, and other emotional

responsiveness.

b. Imagination and Drama Experience

An additional thirteen statements were added to both
Bryant's and Mehrabian and Epstein's indices. (Child respondents
continued to answer them as "Yes" or "No," while adults continued
using a nine-point scale.) These items were intended to measure
primarily audiences' use of imagination and opinions about drama
experiences. Four items were adapted and reworded in children's
vocabulary from Davis' (1983) (and Stotland, et al., 1978)
Fantasy Scale from his Interpersonal Reactivity Index which
measures a person's tendency to daydream and to imagine oneself
in a fictive situation (i.e., book, movie, play). Two items
tested pre-production knowledge of the play's main theme (i.e.,
"I know that it's OK to show my feelings" and "I show my real
feelings most 'of the time'"}. Another item tested the play's
primary empathetic emotion (i.e., "I feel sad when other
characters in a story are feeling sad"). The remaining seven
statements were taken and adapted from a third grade self-

evaluation of drama participation test in the Theatre K-6

Curriculum Guide, a project of the National Arts Education

Research Center (Wright 1990). These statements were used to
gather respondents' opinions about their use of imagination,
performing characters in formal or informal drama, and watching

plays.
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2. Imaglnal Involvemeny and Invested Mental Effort

Because some psychologists view empathy as a mentally
effortful cognitive process, the amount of invested mental effort
(AIME) was tested in three ways, particularly in reference to
imaginal involvement. Television studies have shown that
instructions to remember for testing (vs. watching for
entertainment) have a positive effect on attention,
comprehension, and recall (e.g., Salomon, 1984, Field and

Anderson, 1985).

a. Pre-Performance Instructions

Three experimental treatments were tested to determine
whether pre-performance instructions would affect invested mental
effort or cognitive, imaginal processing. During the pre-show as
the audience was being seated, Mea played with Shado non-verbally
on stage. For two performances, after audiences had been seated,
the principal "investigator walked to the center of the stage and
snapped her fingers. All stage action froze and the lights
changed to a drastically different look. When the auditorium was
completely silent, the investigator looked at the center front
audience and gave one school at one performance the following
instructions: "Imagine yourself in this situation." At a second
performance, she told the second school: "Imagine that you are
Mea." After these instructions, she walked stage right, snapped
her fingers, and exited. The lights resumed to the pre-show cue,
and the play's action began. For all remaining performances, no

instructions were given to the third school at all. Instead,
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when the house was ready, the lights changed and Mea froze
looking at the audience. The lights resumed after the audience
gquieted, and Mea began the play's action by introducing Shado to
the audience. For all performances, the house lights dimmed to
black gradually during Mea's opening speech (so that young
audiences would not scream in blackout as they tend to do in this
district). College students were asked to circle which
pexrformance they attended on their questionnaires to determine
which experimental or control treatment they received.

b. Post-Performance Imaginal Check

Near the end of individual child interviews and adults'
post-performance questionnaire, respondents were asked, "Did you
imagine yourself in that situation and how you would feel if that
happened to you? If so, how much?" and "Did you imagine yourself
as one of the characters in the play? 1If so, which character and
how much?" Both situation and character questions were asked to
determine whether one or both pre-performance imaginal conditions
had any effect on cognitive and mnemonic processing on a 2-point
scale (i.e., a little or a lot). 1If the answers to one o: both
gquestions was "No," respondents were asked, "Did you use your
imagination or did you Jjust watch the play?" and "Were you
thinking about something else while you were watching the play?
I1f so, what were you thinking about?" These four questions were
adapted from Chovil's (1985) Imaginal Invelvement questions to

determine whether or not and how audiences used their

bo
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imaginations while watching the play as a furction of delayed
recall (i.e., one or more days after viewing the play).

c. Post-Performance Ratings of Mental Effort

At the beginning of interviews and questionnaires,
respondents were asked several questions to rate their levels of
enjoyment and understanding. First, previous familiarity with
the story was checked to be sure that audiences were untrained in
regard to information in the play. Respondents were then asked
to rate their enjoyment of the play from the perspective of their
peers in another city on a 3-point scale (i.e., a little bit, a
lot, or not at all). Then they were asked to rate their level of
understanding between "easy" and "hard" on a 4-point scale (i.e.,
real easy/hard or sort of easy/hard).

3. Self-Report Questions about the Play

Strayer's (1989) picture/story self-report method was used
as the primary questioning method to measure affective and
cognitive processes both qualitatively and quantitatively.
Children were interviewed individually and adults filled out an
analogous, written guestionnraire.

a. Free Story Recall

Because it was not feasible to gquestion audiences
immediately after viewing the play, respondents were asked to
tell "what the play was about" to "a friend" who didn't see the
play. This task was intended to refresh their memories and to
provide open-ended data for scoring inferences about characters'

emotions, intentions, and motivations from salient scenes;
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spontaneous recall of the play's major theme; use of affective
words; and, volunteered opinions and feelings about the play. To
assist young children in elaborating on the story, they could
simulate the play's action dramatically by using characters'
photographs as dolls and miniaturized.set pieces to "show and
tell" the story (cf., Klein and Fitch 1990).

b. Play's Theme and Use of Perceptual Cues

To continue testing for global comprehension of thematic
messages in plays, as has been done in the past four theatre
studies (Klein 1987, 1992; Klein and Fitch 1989, 1990},
respondents were asked to identify the play's theme by inferring
what Mea learned at the end of the play. This question was
followed by "How do you know?" to determine use of perceptual
cues. These variables could also be correlated against the two
thematic questions asked several days earlier to compare thematic
recognition with opinions about expressing one's emotions freely.

c. Reporting Personal Feelings about Characters and

Situations, Rating Intensities, and Attributing Reasons

To help eliminate bias or "socially correct" answers and
"forced" matching of emotional states, respondents were asked how
they felt about characters' dramatic situations before being
asked to infer a character's feelings in the same situation. Six
emotionally intense actions in the play were selected as
hypothesized moments for potential empathy, based in part on the
actors' self-reported assessments of their most intensely felt

emotions for six emotion types. Four moments were from Mea's




(protagonist) perspective and one each were from the peoints of

view of Yua (antagonist) and Seluf (inner protagonist). Each

moment was chosen to best represent one of the six target
emotions, though other emotions could also be identified:

1. When Mea's dog Shado drowned (Mea) (sad)

2. When Yuva carried Shado to the trash can (Yua) (disgusted)

3. When Seluf saw Yua's stilts (Seluf) (surprised)

4. When Seluf couldn't come out of the mirror after Yua put

a blg X on it (Mea) (afraid)

5. When Mea finally saw Yua's stilts (Mea) (angry)

6. At the end of the play when Mea jumped all over the bed

(Mea) (happy)

Photo prompts of these six moments assisted children in
recalling the specified scene in question, and scenes were asked
in the same chronological ordexr as they occured during the play
(as listed above). Respondents were first asked to recall
whether they felt OK (neutral), happy, sad, surprised, mad
(angry), afraid (scared) or disgusted (yucky) during each
situation. Children named or pointed to one of seven facial
diagrams of the target emotions for labeliang purposes, and adults
circled the most prevalent emotion on their guestionnaires
(without photo prompts of each moment). They also indicated the
intensity of each emotion ("How much 4id you feel that?"),
depicted on a strip graphically as either "a little" or "A LOT."
when attributing more than one emotion to each given moment,

children were asked to identify which was primary (i.e., most
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prevalent and intense). Next, they were asked "What made you
feel that way?" to determine the explicit or implied theatrical

cues used to attribute emotional responses.

d. Identifying Characters' Emotions, Rating Intensities, and

Using Perceptual Cues

Immediately following each of the above sets of gquestions,
respondents were asked to identify which of the seven emdotions a
given character felt during each moment and how much they felt
the emotion, with children using the same facial and intensity
diagrams. Next, they were asked, "How do you know the character
felt that way?" to determine perceptual cues used in choices.

e. Perceived Similarity with Characteré

Finally, to determine perceived similarity factors with each
of the three characters, respondents were asked directly, "How
much are you like Mea? Seluf? Yua?" 1If "a little" or "a lot,"
they were asked how they were like the character. If '"not at
all," they were asked how they were different from the character.
Empathetic responses could indicate attributions on the basis of
perceived similarities regarding actor/character gender or
physicality, actor/character action or situation, etc.

Procedure

Bryant's Empathy Index and additional questions relating to
imagination and role-playing processes were administered to
groups of pdarticipating elementary classrooms 12 to 15 days
before seeing the pliy (Woodlawn=15 days before viewlng;

Deerfield=12 days before viewing; India=15 days). First graders

b
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were divided inte swall groups of three or four students, and an
interviewer read each statement aloud one at a time. The
questionnaire was administered as a whole group to third and
fifth graders, as one investigatox read each statement aloud.
Children were asked to clrcle Yes (llke me) or No (not like ie)
aftter each of the 35 statements. The procedure took
approximately 15 to 20 minutes for fifth graders and 20 to 30
minuteslfor first and third graders to complete.

College students completed an analogous Empathy Index
intended for adults (Mehrabian and Epstein, 1972), from which
Bryant's is derived, and the identical additional 13 statements
on drama and imagination. This questionnaire was administered to
the group as a whole (Jan. 21= various days before each viewed on
different days), and students read each statement silently and
completed it at their own pace in 10 to 15 minutes. They were
asked to complete a second guestionnaire, analogous to the
children's interview questions, individually on their own
immediately after seeing the play. As a course assignment not
connected with this study, students were assigned to write a play
analysis after they had completed the second questionnaire.
Admittedly, students may have watched the play with extra mental
effort because they knew in advance they would be writing a
course paper on it as well.

A pilot study was conducted to check the wording of
interview questions and tasks, to time and limit the interview to

15 minutes, and to train interviewers in all procedures. Six

0
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children in grades one and three attended the third dress
rehearsal with their parents in the evening. (Unfortunately,
fifth grade children were unable to attend the dress rehearsal as
originally planned for this pilot study.) Parents were told not
to discuss the play with children and to have them save all
guestions for the next day. ©On the following day, children were
interviewed indlividually by appointment in a large universlty
classroom. (They were not given Bryant's Empathy Index.) From
this training period, questions were refined and procedures were
discussed in detail with interviewers. Eleven interviewers were
trained. They were undergraduate and graduate theatre and child
development students who volunteered their time and service, some
for academic credit.

Children participating in the present study were bussed from
their respective schools to the university auditorium for 1 p.m.
matinee performances on three different days by school. (Half
the children in this school district attend one KU-TYP play a
year as a traditional school-sponsored field trip divided by
primary and intermediate grade levels.) Three classrooms of
fifth graders from the three schools participating in the study
also attended with their schools. All participating first,
third, and fifth grade classrooms sat in the first six rows of
the center front orchestra 10' to 22' from the downstage edge of
the raised orchestra pit. Programs were distributed to school
matinee audiences after performances during or after the bus

rides back to schools. College students attended one performance
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as part of thelr theatre course reguirement, elther during one
school-day matinee or on Saturday at one of two public
performances at 2:30 or 7:00 p.m.

Individual 15-minute interviews were conducted on the day
following each respective school's theatre attendance. Due to
crowded school conditions, interview spaces varied from separate
statlions In cafeteria/gymnasliums and stage areas to separate
offices, classrooms, and computer rooms. When possible, male
interviewers gquestioned boys and female interviewers questioned
both girls and hoys. Parenkts had signed permission slips in
advance of interviewing. Each child was escorted to and from his
or her classroom and asked for his or her verbal assent to be
interviewed before questioning. BEach interviewer sat next to the
child in front of a table with interview materials. All
interviews were audio-recorded with the child's permission for
coding purposes later. After the interview, each child was
thanked and praised for his or her ideas, feelings, and
assistance. College students completed an analogous, written
gquestionnaire without the use of photo prompts or facial
diagrams.

Interview Materials (see Appendix)

Children had the use of scenic models and "dolls" to assist
them in free story recall. A previous study (Klein and Fitch
1990) concluded that dolls and objects increase first graders'
verbal elaborations by playing and simulating characters'

dramatic actions on stage as a closer modality match in cognitive

e
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processing. Character "dolls" were created from long-shot, color
photographs of each of the three characters (both their fronts
and backs) and pasted on 3/16" plywood. Mea and Seluf were 7"
high x 3" wide, and Yua was 9" high x 3" wide. Models of the
three main units of the set were constructed from 1/4" thick foam
board or cardboard and painted with the same brc¢wn paint used for
the scenery. The bed was 9 1/2" x 8 1/4"; the mirror frame, with
a small stand pasted in back, was 9 1/2" x 5 1/2"; and the shower
was constructed with a 9 1/2" cardboard tube slit in the middle
with white muslin gathered and pasted around the top.

Six color photographs were used as visual prompts for
emotional recall. They were taken at specific moments in the
play during each of the three dress rehearsals from a center
orchestra position. Each shot visualized, as closely as
possible, the viewing perspective of audiences and included all
necessary characters and scenery for each respective scene.
Photographs were enlarged to 5" x 7" with a matte finish to
decrease fingerprint garks.

For affect questions and tasks, diagrammatic faclal
expressions were drawn on seven, white, 8" x 11" pieces of
cardboard to represent sad, angry, happy, afraid, surprised,
disqgusted, and neutral affects. Another strip of poster board
depicted two emotional intensity values graphically in large to

small print as "a little" and "A LOT."
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coding and Data Analysiz (zee Appendlx for coding method)

The pre- and post-data were analyzed gqualitatively and
quantitatively, primarily to determine age and gender differences
and uses of perceptual, theatrical cues. Thematic respbonses or
core categories which emerged from the narratives formed the
basis for coding open-ended questions (Strauss 1987).

a. Empathy Predisposition Scores

Bryant's Empathy Index was scored by awarding one point for
each "correct" positive or negative response (cf., 1982, 41¢6),
with 22 as the highest possible empathy score. Adult scores were
computed in the same way for only those statements dexrived from
Meharabian and Epstein's (1972, 528) questionnaire (see Bryant,
1982, 416). (Scales were ignored and no points were awarded for
neutral answers.) Because Bryant's index duplicates adult-form
questions 1 (1 & 12), 6 (3 & 9), 16 (5 & 19), and 19 (6 & 14) for
same- vs. cross-gender stimuli for children, adults were awarded
two points for "correct" positive or negative responses to these
four items. Bryant also duplicates the adult-form question 23 (38
& 20), but in a different way. 1In the latter case, to keep child
and adult scoring systems consistent, adult-form question 23
("Sometimes at the movies I am amused by the amount of crying and
sniffling around me") was matched with Bryant's child-form
question 20 ("I think it is funny that some people cry during a
sad movie or while reading a sad book"); and adult-form gquestion
31 ("I become very involved when I watch a movie"i was matched

with child-form question 8 ("Sometlmes I cry when I watch TV").
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Note, too, that adult-form questions 7 (22) and 22 (7) were

scored in opposite positive and negative ways per "correct"
responses Lor each respective'scoring method.

The following Empathy Index statements in beth child and
adult versions were also treated as separate variables for
positive or negative answers for further correlations:

2/16. Feople who kiss and hug in public are silly.

I often find public displays of affection annoying.
6/19. I get upset when I see a girl being hurt.

I get very angry when I see someone being ill-treated.
10/26. It's hard for me to see why someone else gets upset.

It is hard for me to see how some things upset people so

much.

11/27. 1 get upset when I see an animal being hurt.

I am very upset when I see an animal in pain.
14/19. I get upset when I see a boy being hurt.

I get very angry when I see someone being ill-treated.
16/2. It's silly to treat dogs and cats as though they have

feelings like people.

People make too much of the feelings and sensitivity of

animals.

19/16. Seeing a girl who is crying makes -me feel like crying.

Seeing people cry upsets me.

b. Drama/Imagination Scores

FPositive responses to all 13 ltems were awarded one point,

with 13 as the highest possible drama/imagination score. Again,
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adults whe answered "neutral" (0) were awarded no points, In
addition, each of the 13 statements was treated as a separate
variable for positive or negative énswers for further
correlations. Positive (yes=2) and negative (no=1) statements
were then collapsed according to Davis' Index (1983), Wright's
(1990) Drama Self-Evaluation, or the main theme of the play as
foliows:

Emotion Theme: (23/34, 29/40, 33/44)

I know that it's OK to show my feelings.
I show my real feelings most of the time.

I feel sad when other charscters in a story are feeling sad.

Imagination/Fantasy: (24/35, 25/36, 26/37, 30/41, 32/43)

I use my imagination a lot.

I dream about things that might happen to me. (Davis 1)

When I am reading a good story/novel, I imagine how I would feel
if those thingé were happening to me. (Dbavis 26, 5)

I use my imagination when I act out stories./I use my imagination
when I am acting in scenes or plays.

when I am watching a good movie, sometimes I feel like I am a
character in that story. (Davis 16, 23, 7-, 12-)
Drama: (27/38, 28/39, 31/42, 34/45, 35/46)

I like to dress up in a costume at Halloween and pretend I am a
character.

I like to act out stories and play characters in drama./I 1like to
act and play characters in theatre or acting classes.

I am good at playing characters in a story/scenes or drama/plays.
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when I am acting out a story in drama/acting in a scene or play,
I feel like I am a/the character/in that story.
I like watching plays at school or in a theatre.

c¢. Free Recall

Free recall was coded in several ways for: a) the presence
of central actions or individual scenes retoid in the play; b)
the presence of recalling the play's theme about expressing
emotions freely (i.e., the same six categories for theme
discussed below); c) dramatic storytelling, that is, the use of
toys and/or dramatizing character dialogue (i.e., quotation marks
in transcripts); and, d) the frequency of using emotion labels
(e.g., sad, happy), external ways of expressing emotions (e.g.,
crying, smiling), internal feeling states (e.g., hurt, sick), and
the words "feelings" or "emotions."

d. Theme of Play (What Mea Learned)

Emerging responses feli into two main types of answers--
those ideas which were central (accurate) or incidental
(inaccurate, including not knowing) to the play's major theme.
Central ideas fell into three sub-categories or ways in which
respondents worded the theme grammatically: 1) "You can or should
cry, get mad, and express your feelings" implied that the
respondent applied Mea's learned lesson to self and others'
behaviocrs outside the play's confines; 2) "It's OK to cry, get
mad, and express your feelings" implied a more objective or
slightly distanced way of stating the theme subjectively; and, 3)

"She learned to cry, get mad, and express her feelings" was an
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accurate theme, but stated literally from within the play's
confines with no direct application to self and others.
Incidental thematic ideas also fell into three sub-categories
which were less direct or accurate about the theme: l)."Mea
learned that crying doesn't stop you from growing up big" was
paraphrased from the play's dialcgque; 2) "Mea learned not to
believe Yua and his lying on stilts" was drawn from the play's
actions and dialogue; and, 3) "Mea learned to sing the unzip
song"” was drawn from the Seluf's actions and dialogue.

e. Perceptual Cues ("How do you know?")

Perceptual cues for how respondents knew what Mea learned

were coded into visual/aural and/or expressive cues (i.e., what

actions characters did) and verbal/psychological cues (i.e., what

characters said or thought as explicitly stated in the dialogue)

(cf., Klein 1992). A third category, situational cues, was added

for how characters felt during the six targeted moments. These
cues referred to respondents' elaborations about characters'
motives from past causes or future consequences beyond the target

situation.

f. Labeling Self and Character Emotion Types and Intensities

Choices of emotion types for both self and character were
coded by a lot (3) or a little (2) intensity levels according to
accurate, plausible, and inaccurate character matches (determined
by actors' self-reported emotions) and accurate matches, or
plausible and neutral (OK) self-reactions for each target

situation (See table below).
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Table 2

Coding Scheme Used for Self-Character Emotion Matches

Mea Felt Seluf Felt Yua Felt Self Felt

1. Mea's dog drowned:

Accurate Sad Sad
Plausible Surprised
2. Yua carried Shado:
Accurate Sad/Afraid Disgusted Sad/Afraid
Plausible Mad Mad/Disgust
Surprise Surprised
OK
Inaccurate Happy (14) Happy (1)
Sad (7)
3. Seluf saw stilts:
Accurate Surprised Surprised
Plausible Mad/Disgust Mad
Happy
Inaccurate Happy (5) Afraid (1)
4, Seluf in mirror:
Accurate Sad/Afraid sad/Afraid
Plausible Surprised (1) Surprised
Mad (o) Mad/Disgust
Inaccurate Happy (1)
5. Mea saw stilts:
Accurate Mad/Disgusted Mad/bisgust
Plausible Surprised surprised
sad (1) Happy
Inaccurate Happy (6) Sad (1)
6. Mea jumped on bed:
Accurate Happy Happy
Plausible Mad (2) Surprised
OK (1)
Inaccurate sad/Fear (2)
ALL TARGET SITUATIONS: - OK (neutral)

[Note: (#) refers to number of respondents who chose emotion.]

Accurate emotion cholces were used as the preliminary basis to
determine respondents' attributlions or what made them feel an

emotion during each target situatlon.
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g. Attributions for Self-Reported Emnctionsz

As Eisenberqg and Strayer note (1987, 5), "In reality, there
is no correct definition of empathy, Just different definitions."
Measuring empathy by self-report depends entirely on rigorously
defined terms, so that other investigators may be able to compare
definitions and scoring methods used in other empathy studies.
However, though an investigator may follow rigorously defined
terms, respondents and coders remain subjective interpreters of
human action, language, and intended meanings (Strauss 1987).

{In other words, coding empathy is a bitch!]

The decision was made not to use Strayer's (1989, 1993)
Empathy Continuum scoring method, because her six cognitive
mediation levels proved too general and vague for the
thematically clustered responses or core cutegories which emerged
from each of the six target situations. Characters' experiences
(level 6), personal/associate experiences (level 5), and
character-in-event (level 4) did not distinguish empathy from
sympathy sufficiently withcut further refinements in operational
definitions. For the purposes of this theatre study, it was also
necessary to distinguish the respondent's point of view from the
protagonists' and antagonist's dramatic perspectives. Moreover,
while Strayer's {1989) method presumes that empathy occurs as a
linear, hierarchical, and developmentai (i.e., ordinally
measured) process, it was not appropriate in this study to
presume or to prove empirically in each narrative that one

empathetic process had occured before or after another.
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In addition, some respondents elaborated upon their
attributions when asked how they knew characters felt chosen
emotions--indicating, possibly, additional projected reasons ox
character motives for self-reported emotions. For this reason,
attributions for self-reported emotions were coded by analyzing
complete answers for each target situation; however, attributions
were enmphasized and coded over respondents' answers for
characters' emotions.

Therefore, gqualitative coding for "good," "better," and
"best" answers or hierarchical judgments were avoided as much as
is humanly possible. Instead, Strayer's attribution categories
were redefined more specifically according to generally accepted
definitions of emotional response in comparison against
thematically clustered responses.

Eleven sub-categories of attribution emerged from responses
as nominal variables or axial codes. Responses for each of the
six target situations were scored once for the presence (or
absence) of each of the eleven sub-categories. Each attribution
type was then collapsed into four primary, core categories and
added across situations to create respective scores as follows:

1) no attribution, 2) theatre distancing, 3) sympathy, and 4)

empathy. Three core categories represented two main dimensions:
Empathy and sympathy were Aristolian cognitive-affective
responses interpreted inside the fictive world frame of the play.
Theatre distancing served as Brechtian cognitive-affectlve

responses applied outside the play's fictive frame.
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1. NO ATTRIBUTION

a. Didn't know or did not provide reason; or,

b. Repeated given situation as stated in the original

question with no added explanation. Essentially, the respondent
provided no reason for self-reported emotion and may have assumed
that the nature of the given situation implied reason enough
(e.qg., "Mea's dog drowned and died," "Seluf saw Yua's stilts," or
"3elut couldn't come out of the mirroxr"j).

c. Emotional Contagion -~ The respondent felt an emotion "a

lot" because the character felt the same emotion with the
same intensity (i.e., accurate matches only). This category
was treated separately initially because it is a behavioral
reflex or motor-mimicry response that involves no cognitive

attribution.

2. THEATRICAL DISTANCING was defined as reasons or schemas

related to, but outside and separate from, the fictive context of

the target situation. The respondent distanced him/herself
cognitively by focusing more on self, social norms, or
production-related expectations than on the characters in the
fictive situation. In other words, the respondent indicated a
Brechtian awareness of watching this presentational play in a
theatre for entertainment or education purposes:

c. Production Devices - The respondent's emotion arose from

acting (e.g., laughing at "funny" actions), props (e.g., "fake
dog," "obvious stilts"), spectacle (e.g., flashing lights,

falling balloons), or the theatre event itself (=.g., watching
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child audience's reactions). 1In the case of Yua's stilts, some
viewers were or were not surprised when this theatrical device
became an instrinsic part of the actors' performances (e.g., "I
knew that Yua was on stilts, but I was surprised that they showed
his stilts," or "I felt OK because I already knew he was on

stilts from the beginning of the play");

d. Script Expectations - The respondent indicated that

his/her emotion arose from expectations of dramatic schemas about
the scripted outcome of the target situation. The viewer may
have felt surprised when expectations were thwarted (e.g. "I
didn't think that Mea's dog would drown,'" or "that Yua would
throw the dog away," or "that Mea would ever believe thg truth
that Yua wore stilts"). In the case of Yua's stilts, some
viewers did not acknowledge this pron as an obvious theatrical
device, and they were surprised or jolted out of the play's
fictive world when the stilts became a concrete and intrinsic
part of the plot (e.g., "I didn't know that Yua was on stilts")
(also, "I didn't know the X would keep Seluf locked in the
mirror"). The viewer may have felt other emotions if
expectations were met (e.g., "I knéw that Seluf would come out of

the mirror eventually");

e. Personal Associations/Experiences - The respondent

indicated that the staged situation triggered a personal
awsociation by providing subjective opinions and preferences
(e.g., "I like dogs" or "I like jumping on beds"). 1In other

words, the respondent distanced him/herself by focusing more on
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self in situation than on character. Paradexically, in the case
of the play's ending when Mea jumped on the bed, three viewers
experienced happiness contagiously by wanting to participate in
Mea's staged actions and breaking "the fourth wall" (e.g., "I
wish I could go up there and jump in it and pop all those
balloons" because "any kid would if they saw it").

The respondent may also have placed him/herself directly
into the character's situation by recalling the same, accurate
emotion and similar situation from personal experience (e.g., "My
dog died and I felt sad"). (When different emotions were
recalled from similar experiences, answers were sympathetic.)

f. Moral Prescriplions - The respondent distanced

him/herself by judging and evaluating the antagonist's moral
behaviors objectively, based on moral norms, and by prescribing
what he should have done instead of what he did in the situation
as scripted (e.g., "Yua should have buried Shado"). Some
respondents also applied social norms or outside schemas as
socially desirable reasons because it is the "right" thing to do
or feel in the given situation (e.g., "Because the dog died and
that's not happy"). These personally subjective stances may have
reflected moral righteousness toward the characters' situations--
the positive and desired utilization, application, and outcome of

presentational, theatrical style according to Brechtian theory.

54




77

3. SYMPATHY was defined as a "co-feellng of compassion" (Gilligan
and Wiggins 1988, 122) or "empathetic concern" experienced within
the fictive context of the play in an Aristolian sense:

g. Personal Disftress - The respondent described the

character's situation and indicated feeling for the protagonist,
Mea, or her Seluf, or at the antagonist (e.g., mad at Yua),
because s/he understood Mea's or Seluf's situation or distress--

but not from the target character's perspective. In the case of

Shado's death, for example, some respondents experienced
"contagious personal distress" (e.g., "I felt sad because Yua
didn't care about Mea's feelings"). Self and character/actor
emotions usually did not match depending on contextual meanings
(e.g., "Yua felt disgusted at Shado, but I felt disgusted at

Yua's treatment of Shado").

h. Projecticn - The respondent felt the same accurate

emotion as the protagonist, but the cognitive reasons did not
match Mea's (or Seluf's) primary reasons in the situation (e.qg.,
"I felt happy because Mea didn't have to keep everything clean").
In other words, the respondent may have projected Mea's secondary
reasons as more important, primarily to themselves personally.
Likewise, when the respondent felt a different emotion (i.e.,
plausible or inaccurate self and character wmatches), they were
projecting different reasons than the target character (e.g., "If
someone threw my dog away, I would feel mad"). In other words,

the respondent felt and thought differently from Mea in tar

sltuation by projecting his/her own feelings and motives onto the

8o
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characters., By these definitions, projection iz similar to
Hoffman's (1983) term, "symbolic association," or to Langer's

(1953) term, "virtual feeling."

i. Emotional Contagion - When reporting more than the given

situation, the respondent's emotion arose from the character's
same accurate and contagious emotion. Reasons indicated that the
emotional arousal was caused by the characters' depicted actions
and emotions within the fictive story (e.g., "I was happy when
Mea jumped on the bed because she was happy having fun doing what

she wanted to do.")

j. Explicit Role-Taking - As Bryant (1987, 266) argues,

"Empathy should not be equated with social perspective taking
(i.e., role-taking] either in its function or in its apparent

developmental concommitants." Instead, "Being able to take the

perspective of another can be viewed as an instrumental activity
since it can enable one to make use of this information to
negotiate more skillfully with another individual" (245; emphasis
added). Therefore, when a respondent stated grammatically, "If I
were the character in that situation, I would feel the same
emotion," they were using their imaginations or drama as a fool
or means of involving him or herself emotionally in ths
character's situation. This vicariously dramatic involvement was
defined as sympathetic, because the respondent connected him or
herself directly with characters in keeping with Gilligan's

concept of a caring orientation.
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4. EMPATHY was defined as sharing vicariously with the
protagonists' feelings (i.e., actors' same self-reported accurate